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[0.1] Abstract-This paper draws on classical scholarship on myth in order to critically examine three ways in which scholars and fans have articulated a relationship between fan fiction and myth. These are (1) the notion of fan fiction as a form of folk culture, reclaiming popular story from corporate ownership; (2) the notion of myth as counterhegemonic, often feminist, discourse; (3) the notion of myth as a commons of story and a universal story world. I argue that the first notion depends on an implicit primitivizing of fan fiction and myth, which draws ultimately on the work of Gottfried von Herder in the 18th century and limits our ability to produce historically and politically nuanced understandings of fan fiction. The second notion, which is visible in the work of Henry Jenkins and Constance Penley, is more helpful because of its attention to the politics of narration. However, it is the third model of myth, as a universal story world, where we find the richest crossover between fan fiction's creative power and contemporary classical scholarship on myth, especially in relation to Sarah Iles Johnston's analysis of hyperserial narrative. I demonstrate this through some close readings of fan fiction from the Greek and Roman Mythology fandom on Archive of Our Own. I conclude the paper by extending Johnston's arguments to show that fan-fictional hyperseriality, specifically, can be seen as mythic because it intervenes not only in the narrative worlds of its source materials but also in the social world of its telling.
Introduction
[1.1] The term myth recurs across multiple scholarly and popular contexts.
It is slippery in its definition, as Csapo's tripartite schema suggests: is it to be defined according to its content ("traditional tales"), its context ("a narrative which is considered socially important"), or its function ("transmitting something of collective importance")? (Csapo 2005, 9) . It is manifold in its referents: the word myth might be used to refer to ancient Greek and Norse stories about gods, heroes, and monsters; to margarine advertisements, Romans in films, or Greta Garbo's face (Barthes 1972) ; or, of course, to fan fiction. In this paper, I will draw on approaches to myth from both scholarly and amateur contexts in order to investigate the usefulness of the term myth, and the limits of its usefulness, for our understanding of fan fiction as narrative form and as social practice.
[1.2] The concept of myth has been important to the practice and analysis the 1,520 stories in the Greek and Roman Mythology fandom on Archive of Our Own (AO3) and the 3,200 stories labeled Greek Mythology on FanFiction.net (as at November 7, 2015) . Classical myth thus forms part of the rich and diverse content of fan fiction and its multiple, crisscrossing story worlds. More importantly, however, the idea of myth has been used by both scholars and fans to generate, structure, and analyze fan fiction on a formal and a theoretical level. As a narrative form, fan fiction, like classical myth, is characterized by its multiple, self-contained but (at least potentially) overlapping or crisscrossing story worlds; as a social practice, it has been theorized as a counterhegemonic or resistant practice of mythopoesis.
[1.3] However, although "the theme of the fan community creating a popular myth has been a central facet of fan studies," as Hellekson and
Busse put it (2014, 21) , echoing the subtitle of Camille Bacon-Smith's foundational Enterprising Women: Television Fandom and the Creation of Popular Myth (1992) , the idea of contemporary popular culture as myth has found little traction among classical myth scholars. Some classical scholars using a content-based definition of myth study contemporary popular forms which transmit or deliver ancient myth (for example, Kovacs 2011, 11 : "the masses have always been consumers of myth, though the mode of delivery changes frequently"). This approach, however, tends to lead to readings of contemporary popular texts which are entirely centered on and circumscribed by questions about the accuracy with which such texts transmit their ancient mythic content. Thus, for example, Amanda Potter's essay on the Furies in Xena (1995 Xena ( -2001 and Charmed (1998 Charmed ( -2006 worries that "viewers who had only the episodes on which to base their readings of the Furies could come away confused about the myth" (2009, 233-34);
Ghita and Andrikopoulos, writing on the videogame Rome: Total War (2004), wonder whether they should "condemn the product for propagating inaccuracies and creating false beliefs about the ancient world, or praise it for reviving the interest of the public in antiquity, by whatever means" (2009, 119) . Either way, the contemporary text is seen only as a transmission or mediation of past content, not-as fan studies would usually have it-as a present-day contribution to the still-living tradition of myth.
[1.4] Classical scholars who define myth not simply in terms of content but in terms of context or function are also disinclined to make connections between ancient and contemporary myth. Instead, they are concerned to emphasize the particularity of classical myth, and-particularly since the 1980s/1990s-have understood myth as being necessarily and irreducibly embedded in its social, historical, and cultural context. In his 1994 book
Imaginary Greece: The Contexts of Greek Mythology, Richard Buxton defines myths as stories that are "socially embedded" in contrast to "idiosyncratic narratives" constructed by particular authors for particular ends (1994, 17) .
Citing Claude Calame's highly influential 1988 book Métamorphoses du mythe en Grèce antique, Buxton argues that if the terms myth and mythology "are so used as to elide cultural differences in the context and content of story-telling, then they are doing more harm than good" (1994, 13).
[1.5] Yet fans and pop culture audiences more often than not use these terms precisely to "elide cultural differences," to make connections between stories from widely different historical and cultural contexts. At the very same moment that classical scholars were turning away from comparativist decontextualizing models of myth toward an understanding of myth as "socially embedded," a strongly universalizing reading of Joseph Campbell's words of Vogler's memo-in "every story ever told" since "in his study of world hero myths Campbell discovered that they are all basically the same story," one that "springs from a universal source in the collective unconscious" (n.d.). This model has been influential on fans and remains important to at least some scholarly work on fan fiction: for example, Natalie
Montano cites Campbell as "one of the foremost scholars on myth" (2013, 695) in a paper on fan fiction and intellectual property law to which I will return below.
[1.6] Classicists who follow Calame and Buxton in rejecting Campbell's model and moving to a definition of myth as socially embedded story have tended simply to dismiss popular cultural forms and practices which draw on this model, seeing them as fundamentally theoretically flawed and thus unworthy of scholarly analysis. However, instead of seeing these uses of myth in contemporary popular culture as irrelevant and/or incompetent contributions to scholarly discourse on myth, it might be more productive to see the interaction between fan fiction and classical myth as a site of intersection, negotiation, and contestation between different ways of doing myth. Indeed, as Bruce Lincoln points out in his book Theorizing Myth, the domain of myth has always been a site of exchange between amateur and scholarly knowledges: in the 19th century in particular, discourse on myth "moved freely across academic and popular settings" (1999, 74) . Moreover, Lincoln argues that discourse on myth is itself a form of mythmaking in that it tells "a story with an ideological dimension" (216) about the past in order to situate us in the present. Thus the methodologies of the myth scholar should also be used to uncover and analyze the mythmaking aspects of discourses on myth, both popular and scholarly.
[ 1.7] In this paper I will take up Lincoln's suggestions to explore the notion of fan fiction as contemporary amateur mythography (note 2). I will focus on three interrelated myths of myth: the myth that myth is a form of folk culture owned by the people; the myth of myth as counterhegemonic discourse; and the myth of myth as a commons of story or a universal story world.
2. The myth of myth as folk culture cultural products which are "mass-produced for mass consumption" (Storey 2012, 8) ; the culture industry (another phrase coined by Adorno) is thus just another manufacturing industry using mass-production techniques to turn out standardized products designed to maximize profit for producers and advertisers. Mass culture, according to Adorno's analysis, promotes passive listening practices and is the polar opposite of popular culture in the sense of an authentic folk culture, "the culture that originates from 'the people'" (Storey 2012, 9) . Instead, mass culture is a mechanism of cultural control, a key part of the workings of capitalist hegemony.
[2.6] However, a strong distinction between mass and popular culture no longer seems tenable to most media scholars and cultural critics, especially since studies of fan production have shown how intertwined certain popular forms are with mass culture. Henry Jenkins writes, "The story of American arts in the twentieth century might be told in terms of the displacement of folk culture by mass media…Increasingly, the commercial cultures generated the stories, images, and sounds that mattered most to the public" (2006, 139) . "Having buried the old folk culture," he goes on to argue, "this commercial culture becomes the common culture" (2006, 141) . And fan fiction, as he has argued elsewhere, explicitly linking the debate to questions of ownership, "is a way of the culture repairing the damage done in a system where contemporary myths are owned by corporations instead of owned by the folk" (quoted in Harmon 1997). privately-owned, but public cultural property. It has been observed by many writers that Star Wars (based purposely on the recurring themes of mythology by creator George Lucas) and other popular media creations take the place in modern America that culture myths like those of the Greeks or Native Americans did for earlier peoples. Holding modern myths hostage by way of corporate legal wrangling seems somehow contrary to nature. (Durack 2000) [2.9] Durack's argument here is cited by Henry Jenkins as evidence that "the fans wanted to hold on to their right to participate in the production and circulation of the Star Wars saga which had become so much a part of their lives" (2006, 153) and ultimately as part of his argument that fan fiction and fan creativity in general is an example of modern folk culture. The same move-the appeal to myth to argue for the rights of fans to own popular cultural properties-is made more recently in a scholarly context by Natalie
Montano, who writes that "the public should have access to stories, characters, and other aspects of original works in order to perpetuate myth" (2013, 695).
[2.10] I want to attend carefully to the specific terms in which Durack frames her thinking, however, not because I see Durack's argument as intended to stand up to extensive scholarly scrutiny, but because precisely in its ephemerality, its everydayness, and its appeal to common sense and consensus, it reveals a fundamental and productive contradiction underlying many fannish and scholarly appeals to myth. In fact, the culture myths of Indigenous peoples in both North America and Australia are themselves the subject of a great deal of legal wrangling, precisely because the rights of the stories' owners have not been respected, and sacred stories have been appropriated, circulated, and sold for profit by settlers (note 3). Myth is thus being used here to elide or obscure the particular contemporary social, cultural, and legal dynamics of fan fiction rather than to illuminate them.
[2.12] Durack's argument works rhetorically by associating myth both with nature and with a dehistoricized and romanticized picture of traditional societies (the Greeks or Native Americans) and then opposing this natural authentic folk culture to corporate legal wrangling and to modern capitalist models of private ownership. This in itself, as Bruce Lincoln points out, is an inherently mythic move: "The misrepresentation of culture as nature is an ideological move characteristic of myth, as is the projection of the narrator's ideals, desires, and favored ranking of categories into a fictive prehistory that purportedly establishes how things are and must be" (1999, 149).
Durack, Jenkins, and Montano are all doing exactly this when they appeal to a "fictive prehistory" (belonging indifferently to the Greeks, the Native Americans, and 19th-century US settler culture) which establishes our contemporary right to "perpetuate myth" (Montano 2013, 695 hope to show that the practice of fan fiction is richer and more interesting than its theory. In particular, fan fiction is far ahead in its capacity to articulate arguments about story, hegemony, and power.
3. The myth of myth as counterhegemonic discourse [3. 1] The understanding of fan fiction as myth as folk culture sketched above highlights a central debate in myth and pop culture studies. Is myth to be understood, as Jenkins argues (via Magee and Durack), as a counterhegemonic popular discourse, a common culture which can potentially resist or subvert an ideologically driven mass culture? Such a model of myth can be found in many places both in myth scholarship and in pop culture studies, but it is in direct opposition to another model that constructs myth as fundamentally and essentially hegemonic: thus Barthes defines myth as a form of "depoliticized speech" (1972, 142) , belonging to the Right rather than to the Left (148), which "transforms history into Nature" (128); Lincoln, similarly, calls myth "ideology in narrative form" (Lincoln 1999, 147) . according to this theory, the earliest human societies were matriarchal.
Patriarchy arrived later and violently, seeking to erase all traces of originary matriarchy; this historical event is registered in Greek myth through stories about the rise to dominance of the Olympian pantheon-particularly Zeus, who became King and Father of Gods by destroying his mother. Mahimata, Shakti. I am all of these and more. I am the beginning, the first, the place from which all the rest is born. I am the mother of it all, and I love all of it…From this point forward…I intend to be all of these names, and all of these ideas. All of it. It is I, and you shall no longer wear it as your own. I know you can't, for in the naming, I've found all of the power I didn't before know was mine. Plato introduces chora in the dialogue Timaeus, where he associates it with the terms womb and nurse and says that it "provides a position for everything that comes to be." Chora, which is closely associated with motherhood, is the originary space in which spatiality, signification, and life become possible-it is, literally, the first place. As has been traced, for example, by Alex Wardrop (2013) , chora was taken up by a series of feminist philosophers, beginning with Julia Kristeva in Revolution in Poetic Language. Kristeva theorizes an originary maternity, which Lisztful's story superimposes on Bachofen's/Harrison's myth of originary matriarchy: Hera speaks from and as chora when she says "I am the beginning, the first, the place from which all the rest is born." [3. 14] Finally, Hera's words "in the naming, I've found all of the power I didn't before know was mine" allude, appropriately enough, to Mary Daly's Beyond God the Father, the founding text of matriarchalist feminism, which sets out from the premise that "Women have had the power of naming stolen from us" and attempts to take that power back (Daly 1978, 8) .
[3.15] Lisztful's story thus also thematizes the stealing or reclaiming of language that Alicia Ostriker identifies as the fundamental characteristic of feminist mythmaking in her essay "The Thieves of Language," writing: [3. 16] Whenever a poet employs a figure or story previously accepted or defined by a culture, the poet is using myth, and the potential is always present that the use will be revisionist: that is, the figure or tale will be appropriated for altered ends, the old vessel filled with new wine, initially satisfying the thirst of the individual poet but ultimately making cultural change possible.
Historic and quasi-historic figures like Napoleon and Sappho are in And then he kicked the creature in each of its three heads.
[4.9] The creature did not fall down dead or even unconscious as Zlatan had expected, since he had a great deal of experience in kicking people in the head. However, it is a little known fact that to the three-headed beast that guards the underworld, a kick in the head is truest gesture of friendship that exists. It did not fall, but all three heads began to weep tears of a shared love of manly violence, and it did embrace Zlatan with all six of its arms.
[4.10] The phrase "I am Zlatan, and I am a god to the people of Sweden" references a fan vid (https://www.youtube.com/watch?v=g9m7m8_2t4Y), and this passage also refers to Ibrahimovic's well-documented habit of kicking his teammates. Meretricula uses the mythic framework to present information and references in comically decontextualized ways (for example, the unexpected dissing of Milan's soccer team by the guardian of the Underworld) and also to produce humor through her use of irony and her pitch-perfect control of register. A large part of the point is the lack of fit between the mythic tale and the characters and events narrated, underscored in the moment where Orpheus-Zlatan looks back at EurydiceNesta:
[4.11] And as was thus inevitable, having passed again through the gates and across the river and up to the entrance where his three-headed friend awaited, as he passed the threshold into the world above, Zlatan glanced back to make certain that Nesta was behind him and broke his compact with the Dread Lord and his Queen. Andromeda. Andromeda is consistently figured as a celebrity, and the story's dizzying power comes in great part from the ways in which it both conflates and distinguishes between Greek myth and contemporary celebrity culture.
[4.30] "You know," Andromeda says, "when you spend time as a constellation, you get to read a lot. I know, right? Stars, reading." "Stars,
reading" is an impossible phenomenon and also a pun. The phrase refers simultaneously to Andromeda's form as a constellation and to a contemporary stereotype of the unintelligent celebrity (the story opens with Andromeda quoting Tolstoy and asking "You think…I'm too dim to actually read?" in an allusion to a well-known anecdote about Marilyn Monroe reading Dostoevsky). Throughout the story, Andromeda is consistently shown performing physical actions surely only possible in a human body (smoking, texting, drying dishes), but we are just as consistently told that she is a constellation. Thus, in an oblique reference to her mythic past when she was chained to a rock as a sacrifice to a sea monster and rescued by Perseus, we are told that "she still has the scars on her wrists," but moments later the journalist says "at least as a constellation you can't be chained to a rock any more, right?" [4.37] To most people, it doesn't matter.
[4.38] This passage implicitly juxtaposes the Campbellian version of myth-the one where the "actual sequence of events…doesn't matter" because the core of the myth is invariant across all its variant retellings-to a version which is attentive to the politics of narration and to the importance of differences across retellings. To Andromeda, the sequence of events, the precise ways in which she is related to the other characters in the storyPerseus, Cetus, Medusa-does matter. The story thus insists both on Andromeda's translatability and transmissibility across historical and cultural contexts and, simultaneously, on her embedment in a complex, specific, and noninterchangeable web of human (and divine, and monstrous) relationships.
[4.39] In other words, songs inside the fog inside the world does draw implicitly on the idea of equivalence between story worlds, as in its pun on "stars, reading," which fuses the figure of the stellified Greek heroine with that of the movie star. But instead of using this equivalence, like Vogler, to collapse all story worlds into the same world and all versions of (even one) myth into the same story, daygloparker uses it to generate a story that is embedded narratively in its original mythic story world and socially in our contemporary context. As with Lizstful's story, daygloparker's is mythic not because it is about Andromeda, in whom we do not believe, but because it is about characters and entities who are important in our contemporary context: Marilyn Monroe, Ovid-and storytelling itself. [4.41] For Johnston, the Greek mythic story world is characterized by crossover and hyperseriality-a term that she uses for Greek myth as well as "soap operas" and "other extended narratives" (she cites a variety of 20th-and 21st-century fiction in comparison, including The Forsyte Chronicles [sic] and Stephen King's Dark Tower series) (2015, 298) . She highlights "the dense intertwining of characters and their stories in these sorts of narratives and the difficulty of completely disengaging any one of them from the much larger network of which they are a part," arguing that "such intertwining lends credibility to the stories in which these characters participate simply because they all are understood to inhabit the same expanding and yet bounded story world; each guarantees and is guaranteed by the others" (2015, 300) . In an exemplary reading drawing on the rituals of the cult of Persephone and Demeter, the myths of Theseus, Torchwood (2006-11) , and
The Magician's Nephew (1955), Johnston shows that a "thickly crisscrossing network" of interwoven characters and stories implies a universe where "everything can be made to fit together; everything can be understood as Amateur mythographies | Willis | Transformative Works and Cultures http://journal.transformativeworks.org/index.php/twc/article/view/692/564 part of a single, bigger picture and thus ratified, if only you know where to look for the missing pieces-or how to fashion them yourself" (2015, 306).
[4.42] Johnston argues that despite their similarities of form, there is a significant difference between classical myth and contemporary pop culture hyperserials in that we are not encouraged to believe in the secondary worlds that these hyperserials construct as a part of our own social worlds.
But, as I have argued above (and elsewhere), fan-fictional hyperseriality is motivated by a desire to intervene not only in the narrative worlds of its source materials but also in the social world of its telling. The hyperserial narrative form of fan fiction is part of the way in which fan fiction is able to create persuasive mythic narratives-not about Andromeda or Sherlock
Holmes but about storytelling itself. When fan fiction is most theoretically engaged, it is also most mythically potent.
Conclusion
[5.1] The distinction between scholarly and popular models of myth with which I started has, I hope, been dissolved in the course of this paper: some popular models of myth can be traced back to scholarly sources (Herder, Campbell), but, simultaneously, the mythmaking practice of amateurs-fans and other writers, including second-wave feminist writers-converges with critical scholarly work on hyperseriality, producing fictocritical discourse on the crisscrossing story worlds of myth that itself crosses the border between academic and fannish work.
[5.2] Lincoln argues that as myths get appropriated and renarrated in the service of different interests, they can potentially "recalibrate categories and redistribute privilege" (1999, 261) . In the reinvigorated discourse on myth today, I see opportunities for fans, pop culture scholars, and classicists to work together in order to recalibrate categories and redistribute privilege, including the categories and privileges that are used to divide the makers and readers of myth into scholarly and amateur communities, with little or no genuine dialogue going on between us.
6. Notes 2. I use the term amateur not in a pejorative sense but rather in the sense of an affective knowledge community existing in an ambivalent relation to public institutions of knowledge such as the university.
